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Funny Bones: Robert Filliou
through X-, Y- and Z-Rays

By

Francois Curlet

BRUSSELS, MARCH 15 — Robert
Filliou (1926-1987) was trained as an
economist in the US and became a UN
official in South Korea connected to the
country’s reconstruction. His experience
with state politics seems to have pushed
him in more poetic lands, the Genial
Republic and that of the Cucumber,
which he invented. He is known to have
worked in the Coca-Cola factory in Los
Angeles. It was an experience of
American productivism; he was not on
the side of Pop Art but on the side of the
workforce, while keeping a direct contact
with the aesthetics of Pop. The virus.

Back in Europe after these American
and UN episodes, he settled in Paris, at
the time a magnet of the avant-garde
where he became acquainted with the
world of theatre, among others with
Jean-Clarence Lambert (they performed
together at the American Center). In the
early 1960s, friendships were made with
Daniel Spoerri, Erik Dietman, Roland
Topor, Arthur Kopke, Marcel Brood-
thaers. These artists opened unsuspected
windows in Filliou’s poet’s room in the
rue des Rosiers. Then came the travels
— New York City, Diisseldorf, Berlin,
Cologne, Copenhagen — and George
Maciunas, a sort of Fluxus anti-director,
an artist’s impresario who inspired Mal-
colm McLaren and Vivienne Westwood
in a more commercial vein.

Often identified as an artist linked to
this movement, where chance, the
moment, games, and humour coexist in
an aleatory framework linked to a

Robert Filliou, Funny Bones, Jan Mot, Brussels. Photo: Philippe De Gobert.

post-atomic and relativistic era. This
gaseous movement released heterogene-
ous personalities.

It was his meeting with George Brecht,
a chemist by training, who showed him
the path of doubt and chance as deci-
sive elements of creation, in the wake
of John Cage. A personal resurgence of
the interest in systems took hold of
Filliou. These two characters would
open their laboratory La Cédille qui
sourit (“The Smiling Cedilla”) from
1967 to 1968 in Villefranche-sur-Mer.
The non-school of Villefranche. The
idea of Permanent Creation, the Princi-
ple of Equivalence (well done = badly
done = not done), the Eternal Network
and intention as primary value over
the material.

(advertisement)
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The notion of the multiple as an original
artwork with the gift of ubiquity.
Providing a bit of shelter to artistic
production from feral surplus value. A
small factory of original works
conceived as such, joining the parade in
flamboyant costume in the middle of the
consumerist carnival. The uses of DIY,
the playful space, and the mental
shortcut before the time of computer
technology the whole idea of
networks is ancestral to Filliou. The
state of mind comes before technique
and stylistics; genius over talent sees the
latter as merely laborious.

Wasting time inventing an artist’s
image as a communication tool is
delusional. Temperament obliterates an
action, a gesture, a sign better than a
visual affectation used to enhance a
professional brand.

For more than a century, the first person
to exhibit her/his finds earns her/his keep
like in an old-fashioned dual, and wins
the copyright of the useless inventor. The
dead don’t have regional accents, while
the Estates speak airport English.

The character, the mentality imbues the
works. Let’s enjoy the dream-like quali-
ty of the phone book and of the incoher-
ence of administrative aesthetics — that
of the poetic field, a reflection of bureau-
cratic absurdity and of the generosity of
the void.

The option of the applied signature, with
its fetishist and legal character, calls
forth the calligrapher. A story begins, a
furtive certainty perfumes us.

(Translated from the French by Antony
Hudek)

Robert Filliou, Funny Bones, curated
by Frangois Curlet, Jan Mot, Brussels,
18/03-29/04.
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Jan Mot
Petit Sablon / Kleine Zavel 10
1000 Brussels, Belgium

Excerpts from Robert Filliou, Zeach-
ing and Learning as Performing Arts
(Cologne, New York: Konig, 1970; fac-
simile edition, Occasional Papers, 2014).

pp- 23-24

I talk so much about art, I can hear you
say: What is art, anyway? Well, a few
years ago, | answered: What artists do.
What do artists do? They organize
creatively their leisure. You can find
many definitions — I too — but for
purposes of this study I will stick to this
one: Art is a form of organized leisure.
The fact that it can be hard work, too, as
my friend Emmett Williams once
observed, does not, I suggest, invalidate
this proposition. The same is true of
skying, or football, or making love, for
that matter.

Emmett’s observation took place in front
of Larry Fairfield, 25-year-old poet, in
Larry’s apartment, somewhere in the East
Village, where we were pleasantly
smoking and drinking. Said Larry, when I
answered that lovemaking too could be
hard work: “Particularly for you two, at
your age.” (At that time Emmett and I
were both 41 years old.)

The point is that art and life should
become essentially poetical. More spe-
cifically, I would define “poetic sense” as
the appreciation of leisure; and “poetry”
as the creative organization of this lei-
sure; and “poems” as enlargements of

the area of freedom. In our century, eve-
rything and its opposite seems to have
been said about art. One thing is certain:
the great lesson modern art implies is
freedom, as it is what we do and we do
what we want. Now it has become neces-
sary to incorporate the lesson of art as
freedom of the spirit into the fabric of
everyone’s life, so that it becomes an art
of living.

Today, because they are denied the
means of self-expression, thousands of
young people take to the streets. This
revolt of the young, which is the equiva-
lent of decolonization and the pressure
from underdeveloped countries, suggest
that the techniques invented by the art-
ists must be introduced at a much earlier
stage. My brother maintains that by the
time children are 10 years old, they’ve
been so conditioned, it is too late. Cer-
tainly I believe it’s true for 20-year olds.
Most of them won’t make it. The “Star-
system” is the enemy the most active of
them already succumb to. Even the
underground has its parallel hierarchy.
They must become part of an art of liv-
ing taught as early as possible in schools
(or what will replace them) — or, rather
than taught, lived by all concerned so
that the distinction between teaching and
learning disappears. Being, doing and
making are much more useful concepts.
Art is a process. At the limit, everything
is art, everybody is an artist. Meanwhile
professional artists must participate in
the collective dreams:

SOCIAL REVOLUTION
SEXUAL REVOLUTION
POETICAL REVOLUTION

This is what I suspect the art of the future
will be: always on the move, never
arriving, “lart d’étre perdu sans se
perdre”, the art of losing oneself without
getting lost.
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Economics has been defined as the study In 1963, I answered an ad in a Paris news- 1 f
of mankind in the daily business of paper. A teacher of English to French bar- N H
making a living. Poetical economics tenders and waiters was wanted. It would 1 s
could be a study of the artist in the daily have been the ideal job. A few hours a ¢ t
business of making a living. Money talks, week, well paid. I was looking forward to H
they say. Yes, and artists talk money. know by name all the bartenders and s 5
waiters of Paris. The head of the Waiters” r H
The reasons for the artist’s paradoxical, Union owned, that of all the applicants, I d B
paralyzing concern with money are was the best qualified. “However”, he ( 5
obvious. Either he is destitute, and his added, “I know that in a few months you u X
lack of means hinders his productivity. may suddenly leave the job, dear friend, ¢ 1
Or he engages in a remunerative activi- and I don’t feel like having to look for r t
ty, and he dreams of not having to work somebody else for at least several years’ 1 1
for a living. (“Dream Economics”, time. I'm sorry, but I will hire an elderly a
would say George Brecht). Combining lady who will stay with us as long as she D 1
both elements is the fact that most art- can teach, as did the previous one, who H
ists have projects which would require worked for us some fifteen years. Good d t
expenditures well beyond their means. luck and good bye.” i s
Hence the temptation to enter into a d 1
millionaire’s coterie, or to compromise There should exist an employment agency € t
with one’s ideals in order to obtain state  for artists, where we could get temporary d H
and university grants, orders, lectures, jobs with employers who know and « s
etc... “Actors talk about acting, doctors appreciate our positions. Such agencies a f
about hospitals, and artists about mon- exist for students on all campuses. I've a s
ey” (Emmett Williams). been advocating this for years. Why don’t 1
I do it myself? I know it could have r
Tho metint mennnmtn bawenlfitn e dn ~ 10005 provided me a job, while helping out N 1
a 1 people in the same case as I. Well, 'mnot ¢ H
t 1 good at organizing. (Half-jokingly, for d t
S . commercial artists only. You should take i s
1 1 courses in business administration and d 1
a e advertising, since you will find out the e t
i f most difficult thing to do is to sell your d H
f 1 product. You should also advocate the « R
t 1 creation of a publicity agency dealing in a f
S t artworks alone. The advertising done by a s
I a dealers and publishers is pretty 1
k 1 amateurish, most of the time. Why not r
t 1 advertise a painter like a detergent, in DN 1
a e mass circulation magazines? Since you're H
r 1 part of the establishment, why not join the  d t
t f system all the way?) i s
f , d r
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Mario Garcia Torres, Searching for the Sky (Whi
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ile Maintaining Equilibrium), 2023. Photo: Lance Gerber. Courtesy the artist and Desert X.

Mario Garcia Torres in Desert X

DESERT HOT SPRINGS, MAR. | —

The desert is a beautiful and attractive —
yet also a dangerous and challenging —
place. Searching for the Sky (While
Maintaining Equilibrium) by Mario
Garcia Torres carries a reflection on
“cowboy culture” that exists across both
Mexican and American  borders,
representative of a macho, self-
aggrandizing and forceful control of
nature. These qualities also relate to the
history of art, especially in the American
West. In cowboy culture, and also in land
art, there is an asserted promise to
harness/control nature, which carries a

pronounced risk of failure. In bull-riding,
whether with a live animal or its
mechanical avatar, competition with a
wild beast carries an interest in and
celebration of failure. The rider will fail
and fall. A cowboy will become a clown.
In his installation for Desert X, Garcia
Torres replaced the bull component of the
mechanical bull with a flat, geometric,
reflective surface, slowing down the
machine’s movement to reveal, little by
little, what this object really is. Placed in
the middle of the desert, in the formation
of a herd, the work leads us to contem-
plate the “Wild West”, and our

relationship to landscape and our role
within it; our condition to be both attract-
ed and replaced by failure.

Desert X 2023, curated by Neville Wake-
field and Diana Campbell, Coachella
Valley, California (US), 04/03—07/05.
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Twin Beaks (2023) — A new edition by
Henning Lundkvist & Vonna-Michell

Vonna-Michell

Recently my studio was transformed by a
large delivery of hundreds of boxes of
materials, many of which contained
works, often seemingly incomplete and
undefined works by my dad. Amongst the
varied artefacts hastily assembled into
large plastic containers was my dad’s
publishing project Balsam Flex, small
press paraphernalia and a mishmash of
sound recordings. For the edition Twin
Beaks, the genesis of the collaborative
sound composition between Henning
Lundkvist and me was the sifting through
dispersed  sound  recordings  and
ephemera; to record, select, listen,
discuss, edit and attempt to pry open
some sense of orientation and meaning.

Henning Lundkyvist

Dubbed onto old eagled tapes, wrapped in
surplus paper stock, and published in an
edition of 22 by Breton Cassette and
Mount Analogue are basement dynamics
from-one-generation-to-the-next-and-
back in the shape of a 15-minute work
carved out from +5 hours of recordings,
cut-up in the vein, possibly, of the original
tape material — gone through and talked
over and recorded in basements in Stock-
holm in late 2022 — excavated from the
boxes and the piles and the residue mak-
ing up the archives of Balsam Flex, an
underground cassette label run from the
end of the seventies and throughout the
eighties by E E Vonna-Michell.

Henning Lundkvist & Vonna-Michell
Twin Beaks, 2023. Published by Breton
Cassette and Mount Analogue. Mastered
by Adam Badi Donoval

Audiotape edition of 20 + 2AP
www.bandcamp.com/private/LDIPRIJR

Tha artiat nracante harcalftn e in o 100N0g

Henning Lundkvist & Vonna-Michell, Twin Beaks, 2023. Photos: Erik Mowinckel.
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Notes sur « Transmission »

NSMissiel

Le mur des
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Pointes Perchées, une restitution au fur et a mesure de la discussion par Rose Vidal,

avec Loris Duchalet et Yolaine Roux. Palais de Tokyo, Paris, 08/03. Photo : Antoine Aphesbero.

Par
Daphné Charitos

BRUXELLES, 20 MARS — Deux ceuvres
de Philippe Thomas sont incluses dans
l’exposition Exposé-es, présentée au
Palais de Tokyo a Paris jusqu’au 14 mai
2023 et consacrée aux effets de
I’épidémie du VIH/sida sur le monde de
l'art. Dans le cadre de cette exposition
organisée par Frangois Piron et inspirée
du livre d’Elisabeth Lebovici, Ce que le
sida m’a fait. Art et activisme a la fin du
XXe siecle (2017), une série de cing con-
versations sont programmées. Le 8 mars
2023, j'ai eu l'opportunité d’assister a la
discussion animée par Lebovici et Piron,
a laquelle étaient invité-e:s Marion Sce-
mama, Ralf Marsault et Jan Mot. Cette
conversation portait sur la transmission,
la maniere avec laquelle 'on fait vivre la
mémoire d'un-e artiste décédé-e, com-
ment [’on prend soin de son travail tout
en questionnant son héritage. Voici
quelques extraits de mes notes.

« La question n’est pas de savoir que dois-
je faire, la question est : que puis-je faire ?
Avec ce qu’il y a, comment est-ce que I'on
peut construire un espace ? »

Ralf Marsault, en ce début de discussion,
résume bien les interrogations auxquelles
peuvent faire face les personnes qui, suite
a la disparition d’un-e artiste, prennent en

charge la responsabilité de son ceuvre.
Que reste-t-il ? Quelle est ou quelle serait
la volonté de I’artiste ? Existe-t-il des lim-
ites a cette volonté ? Quelles libertés peu-
vent étre prises pour prolonger et faire
vivre le travail ?

La prise en charge de ’cuvre d’un-e
artiste et les responsabilités qui en
découlent sont le fruit de relations
asymétriques, irrégulieres, développées
dans des contextes bien particuliers. Les
personnes invitées a la discussion en
sont de parfaits exemples. Marion Sce-
mama, vidéaste, cinéaste et amie proche
de David Wojnarowicz (1954-1992), co-
réalisa plusieurs de ses films. Elle lui
consacra par ailleurs le documentaire
Self-Portrait in 23 Rounds: a Chapter in
David Wojnarowicz’s Life 1989-1991
(2018) et le livre 4 Slow Boat to China
(2021). Marsault était lui un ami proche
de lartiste états-unien Bastille (1929-
1990), puis son principal collectionneur
et poursuit aujourd’hui un projet
d’écriture sur son ceuvre. Enfin, si Jan
Mot n’a pas rencontré Philippe Thomas,
il représente depuis 2012 son estate, aux
cotés de Claire Burrus et d’Emeline
Jarret. Dans un phénoméne de «déterri-
torialisation»', ces personnes, ayant
entretenu ou non un rapport affectif avec
l’artiste, reprennent le travail, partici-
pent d’une certaine fagon a sa recontex-
tualisation, le questionnent.

Scemama s’interroge sur la possibilité
de transmettre ’ceuvre d’artistes dont
les carriéres ont été trop tot interrom-
pues. Elle explique comment, a partir
des archives de Wojnarowicz con-
servées a la Fales Library (New York,
E.-U.), Frangois Pain et elle donnérent
vie a un story-board laissé par celui-ci.
1l s’agissait pour elle de montrer le sys-
téme de création de I’artiste, en se bas-
ant sur ses indications et en définissant
des limites claires a ce travail de recon-
stitution : « De 1a, David aurait proba-
blement changé des choses, accéléré ou
ralenti le rythme, choisi le son... C’est
donc une ceuvre qui restera inachevée,
an unfinished work. Pour moi c’est un
document pédagogique qui permet de
voir le processus de création de David,
de la conception a la réalisation. »

Toute transmission d’héritage implique un
réseau de relations plus ou moins dense,
que ce soit avec les ayants-droits, ou, dans
le cas de Philippe Thomas, les collection-
neurs et collectionneuses ayant signé ses
ceuvres. Son travail est en effet caractérisé
par une complexité unique a travers d’une
part son altération de la notion d’auteur et,
d’autre part, le peu d’ceuvres disponibles
sur le marché, ce qui, pour une galerie,
représente un véritable défi. 11 fait partie
de ce petit groupe d’artistes représentés
par Jan Mot dont les pratiques sont fon-
dées sur des sortes de protocoles implic-
ites. Parmi eux, Tino Sehgal dont les
ceuvres impliquent une compléte immaté-
rialité, ou encore stanley brouwn et Ian
Wilson, qui, a différents degrés, ont sou-
haité dépouiller leur travail de tous élé-
ments biographiques, pour mettre I’ceuvre
au ceeur de I'attention.

C’est dans ces régles souvent tacites, non-
contractuelles, que semble résider toute la
spécificité de la transmission. I1 s’agit fina-
lement de pouvoir, a partir des éléments
laissés par I’artiste, créer un réseau de per-
sonnes qui soutiennent son travail, inven-
tent de nouveaux espaces de discussion,
génerent de nouvelles interprétations et
font, par conséquent, vivre sa mémoire.

1 Gilles Deleuze et Félix Guattari, Mille
Plateaux, Paris, Editions de Minuit, 1980.

Les Pointes Perché-es, programme de dis-
cussions animé par Elisabeth Lebovici et
Frangois Piron dans le cadre de
I’exposition Exposé-es, Palais de Tokyo,
Paris, 17/02—14/05.
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David Lamelas, I Have
to Think About It, at
Fondazione Dalle Nogare

David Lamelas, in Buenos Aires, 1964. Photo: Oscar Bony. Courtesy Oscar Bony Estate.

BOLZANO, MAR. 20 — From May 7,
2023 to February 24, 2024 the Fondazione
Antonio Dalle Nogare presents / Have to
Think About It, the first Italian retrospec-
tive of David Lamelas. The exhibition,
curated by Andrea Viliani with Eva Bri-
oschi, develops in space across all the
floors of the Fondazione and extends in
time over several months. Throughout, the
show takes on different configurations and
activates comparisons with a selection of
works from the Fondazione’s collection.
Some of the artist’s key historical works
will be presented together with new pro-
ductions and a program of live events.

As its title suggests through conscious
self-irony (“I have to think about it”),
Lamelas questions the very format of the
exhibition, and in particular of the retro-
spective, which the artist formulates in a
personal interpretation that frames the
exhibition context and the institution as
elements of an ongoing discourse chal-
lenging notions of temporariness and
accommodating different viewpoints.

This, against the backdrop of the context
wherein the experience of the exhibition
unfolds, which comprises both the artist
and the visitor.

By way of reviewing and dimming the
format of the retrospective, Lamelas con-
ceives of the exhibition as a further
exploration of the concepts of space and
time central his research. The artist
invites us to consider space and time as
interpretable, and therefore variable
dimensions. He does so by working on a
set-up that is not confined to a defined
space, and by rhythmising the time of the
exhibition on the longer and more mobile
time of perception and thought. To Lame-
las, space and time are concepts bound to
context or contingency, i.e. experience
and narrative multiplicity. The artist’s
own interpretation integrates that of oth-
ers (namely the public, often made up of
other artists or participants to his exhibi-
tions), whom Lamelas invites to become
co-authors of the work in the very
moment of its production.

From October 2023 to February 2024,
the exhibition layout will be subject to
change. A public programme of events
will also run.

David Lamelas. I Have to Think About
It, curated by Andrea Viliani and Eva
Brioschi, Fondazione Dalle Nogare,
Bolzano (IT), 07/05/23-24/02/24.

In Brief

Antony Hudek joined the gallery’s team
as director on March 1. Until recently
director of Museum Dhondt-Dhaenens
(Deurle, BE), Antony has occupied cura-
torial positions in institutions including M
HKA (Antwerp), Objectif Exhibitions
(Antwerp), Raven Row (London), and
Tate Liverpool. He was formerly head of
the postgraduate Curatorial Studies pro-
gramme at KASK - School of Arts
(Ghent) and has taught at numerous art
schools and universities.

The gallery will participate in Art Basel
which takes place from June 12 till 18.

Andrea Biittner’s major exhibition enti-
tled The Heart of Relations opens on April
22 at the Kunstmuseum Basel (CH) and
lasts till October 1. Curator of the exhibi-
tion is Maja Wismer. During Art Basel in
June the museum will stage a new itera-
tion of Bittner’s performance Piano
Destructions (2014).

On the occasion of Francis Alys’ exhibi-
tion at MUAC, Mexico City, entitled
Juegos de niixs, 1999-2022, a new cata-
logue was published with texts by Cuauh-
témoc Medina, Luis Pérez-Oramas, Lorna
Scott Fox. The publication can be down-
loaded for free: www.muac.unam.mx

Postcards for Ukraine, a project initiated
by Sperling Munich and Franzika Le
Meur, have invited Pierre Bismuth and
other international artists to produce a
self-designed postcard. The cards can be
purchased for at least €350 which will be
donated to a charity supporting those
affected by the war. More information on
Instagram (@postcardsforukraine) or via
email: mail@sperling-munich.com.
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Agenda

Francis Alys

Tomorrow is a Different Day, Collectie
1980—nu, Stedelijk Museum, Amsterdam,
06/07-ongoing; Francis Alys. Children’s
Games 1999-2022, Copenhagen Contem-
porary, Copenhagen, 14/10/22-10/04/23
(solo); Caminos Creativos, Gaias Centre
Museum, Santiago de Compostela (ES),
11/11/22-09/04/23; Perth Festival, Perth,
21/11/22-09/04/23 (screenings); Juegos de
nifixs, 1999-2022, Museo Universitario
Arte Contemporaneo (MUAC), Mexico
City, 11/02-17/09 (solo)

Pierre Bismuth

Une histoire intime de [’art, Collection
Lambert, Avignon (FR), 25/03-04/06;
Blank. Raw. lIllegible... Artists’ Books as
Statement (1960-2022), Leopold-Hoesch-
Museum, Diiren (DE), 14/05-03/09; Ves-
tiges du futur, Narbo Via, Narbonne (FR)
25/05-31/12

Andrea Biittner

The Remains of 100 days..., Lenbachhaus,
Munich (DE), 19/06/22-12/05/23; The
Acid Lab, Kunstmuseum Basel, Basel
(CH), 12/11/22-14/05/23; Le Retour, Mrac
Occitanie/Pyrénées-Méditerranée, — Sérig-
nan (FR), 29/01/23-07/01/24; Andrea
Biittner. The Heart of Relations, Kunstmu-
seum Basel, Basel (CH), 22/04-01/10
(solo); Saint Francis of Assisi, The Nation-
al Gallery, London, 06/05-30/07

Manon de Boer

Sylvia Kristel - Paris, Ténk, Lussas (FR),
13/05/22—12/05/23 (online streaming);
Attica and Sylvia Kristel - Paris,
CONIOUR Biennale, Cinematek, Brus-
sels, 17/04 (screening); World Class-
room: Contemporary Art through School
Subjects, Mori Art Museum, Tokyo,
19/04—-04/07; Festival de I’histoire de
I’art de Fontainebleau, Fontainebleau
(FR), 02/06—04/06 (screening)

Rineke Dijkstra

Tomorrow is a Different Day, Collectie
1980—nu, Stedelijk Museum, Amster-
dam, 06/07/22—ongoing; Rhythm of the
Night, Frans Hals Museum, Haarlem
(NL), 11/11/22-10/04/23; In the Eye of
the Beholder, Magasin IlII, Stockholm,
18/11/22-17/06/23; A Field Guide to
Photography and Media, The Art Insti-
tute of Chicago, Chicago (US), 19/11/22—
10/04/23; 202 People in a Room, Has-
selblad  Center, Gothenburg (SE),

11/02-07/05; Night Watching by Rineke
Dijkstra, The Timken Museum of Art, San
Diego (US), 26/02-03/06 (solo); Children
of Impressionism, Musée des Impressionis-
mes, Gyverny (FR), 31/03-02/07

Mario Garcia Torres

Assembly 1: Unstored. Contemporary
Sculpture from Mexico, ASSEMBLY, New
York (US), 21/05/22-01/05/23; An Uncer-
tain Pleasure. Selected works from Pierre
Huber's collection, Bogotd Museum of
Modern Art - MAMBO, Bogota, 29/09/22—
19/02/23; Desert X 2023, Coachella Valley,
California (US), 04/03-07/05; the power
and pleasure of books and possessions, neu-
gerriemschneider, Berlin (DE), 04/03—
08/04; Chosen Memories, The Museum of
Modem Art, New York (US), 30/04-09/09;
Full Burn: Video from the Hammer Contem-
porary Collection, Hammer Museum, Los
Angeles (US), 27/06-09/07 (screening)

Dominique Gonzalez-Foerster

Blow up—James Spader par Dominique
Gonzalez-Foerster, ARTE TV, 03/11/20—
03/11/23 (online streaming); Foxyne,
Gare de Chéne-Bourg, Geneva (CH),
07/07/22-07/07/23 (solo); Broken Music
Vol. 2: 70 Years of Records and Sound
Works by Artists, Hamburger Bahnhof —
Nationalgalerie der Gegenwart, Berlin,
17/12/22-14/05/23;  Avant  [’orage,
Bourse de Commerce — Pinault Collec-
tion, Paris, 08/02-11/09; Endodrome,
Casino  Luxembourg, Luxembourg,
18/02-16/04 (solo); Farmacias Dis-
tantes, Galeria Albarran Bourdais,
Madrid, 22/02-22/04 (solo)

Joachim Koester

La Beauté du Diable, Frac Franche—Comté,
Besancon (FR), 16/10/22-14/05/23; Billed-
barrikader, Sore Kunstmuseum, Sore (DK),
24/02-21/05; Arch of Hysteria. Between
Madness and Ecstasy, Museum der Moderne
Salzburg, Salzburg (AT), 22/07/23-14/01/24

David Lamelas

Collection 1940s—1970s, The Museum of
Modern Art, New York (US), 24/10/20—
ongoing; Chosen Memories, The Museum
of Modern Art, New York (US), 30/04—
09/09; David Lamelas: I Have to Think
About It, Fondazione Antonio Dalle Nog-
are, Bolzano (IT), 06/05/23-24/02/24 (solo)

Sharon Lockhart

Dialogues Across Disciplines, Wellin
Museum of Art, Hamilton College,
Clinton (US), 17/09/22-20/05/23; the
only constant, NYU Abu Dhabi, Abu
Dhabi, 22/02-04/06; the power and

pleasure of books and possessions, neu-
gerriemschneider, Berlin (DE), 04/03—
08/04; Remedios: Where new land might
grow, C3A Centro de Creacion Contem-
poranea de Andalucia, Cordoba (ES),
14/04/23-31/03/24; Sharon Lockhart, neu-
gerriemschneider, Berlin (DE), June—
August (solo, exact dates to be announced)

Tino Sehgal

Reaching for the Stars, Palazzo Strozzi,
Florence (IT), 04/03-18/06; This entry,
National Football Museum, Manchester
(EN), 29/06-05/07 (solo); Experiments in
Learning, Autonomous Art Biennale Tel
Aviv, Tel Aviv (IL), 31/03-13/04; This
entry, The Whitworth gallery, Manchester
(EN), 07/07-09/07 and 11/07-16/07 (solo);
This joy, Kunstfestspiele Herrenhausen,
Hannover (DE), 17/05-19/05 (solo)

Philippe Thomas

Exposé-es, Palais de Tokyo, Paris, 17/02—
14/05; Amour Systémique, Musée d’art
contemporain de Bordeaux (CAPC), Bor-
deaux (FR), 07/04/23-05/01/25
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